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Glamour 

This type of image is all about 
seduction, with models usually 
seeking eye contact with the 
viewer. The pictures are not about 
deep inner emotions, but rather the 
play of the protagonist with his or her 
environment, Models look confident 
and extroverted— they are attractive 
and want to show it. 



Portraiture 

Here, the model's personality, or at 
least a facet of it, is important. The 
photographer has to connect with 
the model, who must pose naturally 
rather than play a role. In nude portrait 
photography, models literally lay 
themselves bare for public scrutiny, 
showing their vulnerability but also their 
strength and courage. 



Fashion and beauty 

In the pages of fashion magazines the nudes and seminudes 
are all about presentation— of accessories, products, or the 
body beautiful. The atmosphere evoked is a key factor in the 
image's commercial success: romantic, glamorous, erotic, 
polished, grungy, graphically aesthetic, and so on. 
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pursuing a concept 



A series of photographs based on a single concept and 
realized in a particular style can create a very strong visual 
impact. The collection must be more than the sum of the 
individual pictures, and will require detailed preparation and 
discipline. However, simple but adequate technical means 
give more energy and focus to the subject, and although 



these three sets of images were commissioned for 
advertising and promotional purposes, I used extremely 
simple methods, using only one light source (a spotlight, a 
softbox, or natural light) without reflectors. When working on 
commercial assignments, you have to be able to perform as 
part of a team, and you may need to accept compromises. 





Jewelry 

One of my olients asked me to show their female jewelry 
oolleotion in the oontext of male bodies. The look needed 
to be classy and stylish, but at the same time natural. 
The jewelry had to be shown clearly while the image 
had to be strong in its own right, so I used a limited depth 
of field and a single light source to concentrate the 
attention on the jewelry. 
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Body paint 

This set of images was produced 
for a book by Jos Brands, one of 
Belgium's finest makeup artists, to 
demonstrate the possibilities offered by 
the use of makeup and an airbrush. 
To create harmony and enhance the 
effects of the makeup, we matched the 
colors of the background and props to 
the colors of the makeup. The green 
shots were taken by natural light, the 
blue ones with a handheld halogen 
spotlight. The poses are intimate, 
avoiding eye contact, making it easier 
to study the models' bodies and the 
subtleties of the body paint. 



^^^^^^^^^■^^^ ^^ki^fc^MSl^^^HI^^B 










^^^H/ -^ . ..i^^^H 






40 DEFINING STYLES & APPROACHES 



working in black & winite 



Black and white is an abstraction of reality, reducing the 
world's countless colors and their various shades into 
a scale of gray. A monochrome image loses the effects 
of color harmony or contrast, instead relying on differences 
in density and light and dark to create impact. Many 
photographers find it easier to work in black and white. 



precisely because most of the tricky issues associated with 
color photography are avoided. It could be argued that 
some nudes are more "acceptable" in black and white, and 
indeed the majority of the most famous nude photographs 
are black and white. The absence of color forces you to 
focus more attention on tone, contrast, and texture. 




Texture and structure 

Freed from all color distractions— 
green trees, blue lampposts and 
red graffiti— that were present in the 
scene, the play of light and 
shadow, interesting textures, and 
contrast between the structure and 
the model can be fully appreciated. 

1 The soft curves of the model and 
the subtly drawn lines of sunlight 
on her body contrast with the 
geometry of the concrete pillars. 

2 The repeating, receding lines of 
pillars and girders give rhythm and 
structure to the image. 

3 Textures and shadows provide 
depth and additional visual interest. 

4 Strong lines running through the 
image converge on the hazy rural 
scene in the distance that is 
somehow at odds with the 
industrial nature of the location. 
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Ambiguity 

Deliberate unsharpness can create 
intrigue in an image, especially 
when the subjects are in mcticn. 
In black and white the effect is 
enhanced because the images 
resemble stills from a surveillance 
camera, adding to the mystery. 




High contrast 

This image makes use of contrast in two ways. 
There is a strong contrast between the light and 
dark areas, and also between the model and 
her environment. 

The image has a very cinematic feel. 

The model's pose is introspective and 
thoughtful but she is looking into the 
environment and in the direction of the light. 
The position of her legs suggests confidence, 
yet her arms are protective. If this was a film 
still, what would the image say to you? 

The concrete wall creates a frame around the 
model. The softness of her skin contrasts with 
the rough textures of her surroundings. 
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Reflected color 

The charm of this image lies in the 
green reflections on Annelies's body. 
This not only creates an interesting 
color contrast but also a connection 
between the model and the setting, 
which would be lost in black and 
white. Notice too that the skin tones 
and the green color cast are in the 
same range of saturation, and that 
the model is brighter than the 
background, which automatically 
focuses attention on her. 
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Blocks of color 

Here, the strong color works as a frame, 
strengthening the image and imparting 
energy to the pose. The hint of cool blue 
light on the model's face contrasts nicely 
with the vivid red and the dark shadows. 
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exploiting opportunities 

Sometimes when you are working— partioularly if you are 
in an unfamiliar looation— an unexpeoted opportunity willl 
arise; you might find a useful prop, an interesting spaoe, 
or even a pleasing play of light. When this happens you 
should seize the ohanoe to make an unplanned image. 
Keep your mind open to possibilities. I have realized some 
of my favorite images by reaoting instantly to unforeseen 
oiroumstanoes, and have lost many more images by not 
reoognizing the opportunity or by hesitating and missing 
the moment. It's important to remember, even when you 
are improvising, that a oonneotion between the model 
and other elements in the image is vital. 





Evening sunbathe 

These pictures were taken at the end 
of a long day's shoot. We had just 
finished when I noticed the light on 
this tree, so I asked the model to lie 
down and sunbathe in the last rays 
of daylight. I positioned myself low 
down and used a telephoto lens. 
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overcoming limitations 



I like to think of limitations not as a handicap but as a gift; a 
framework for creativity. Working with limited resources will 
give you a positive attitude: you will look at the possibilities 
offered by any model or location instead of focusing on 
imperfections and restrictions. You will find the beauty and 



charm of every model, every place, and every light— and 
that will make you a happier and better photographer. If you 
can learn to work in a humble way you will be better able 
to make the most of any photographic opportunity and 
meet any challenge that comes your way. 





One room, no props 

Here are two images taken in this simple little room, 
with no additional light. Just a room and a window 
otfer plenty of opportunities for a successful 
session. Get your model to gaze out of the window, 
shoot into the light to make silhouettes, ask her 
to lie on the floor and shoot all around her, get her 
to curl up in a corner, , , If your location is limited, let 
your mind be free! 
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Beauty in unlikely places 

Last year the city authorities dug up the beautiful park that I often shoot in to install a new 
drain network. At first the place just looked like a mess, but when they brought in the pipes 
and metal structures I saw that there might be scope for an interesting shoot. As you can see, 
the pipes were not big enough to pose in comfortably but we made some great compositions, 
with the model emerging from the dark tunnel, strikng a pose inside the pipe, and echoing 
the pattern made by the metal girders. And I love the colors of the rust and paint. 
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using props 

Props are elements that are added to an image to give 
it more strength, more interest, and more impaot. They have 
to belong in the pioture, to feel authentio, even when they 
provide a oontrast— so inolude them as if they were one 
of the aotors in the soene. You might use them to oreate 
graphio oompositions, to adorn your model, or to make 
a statement, but if there's no role for them to play leave 
them out. Remember that makeup oan also be oonsidered 
a prop, so think very oarefully about whether it's neoessary 





Draped fabrics 

The most frequently used prop in nude photography is light, semitransparent 
fabric, and just these three images will give you an idea of its versatility. When wet 
it clings to the body beautifully without obscuring the model's form. It adds color 
and movement, and can be used to create romantic, dreamy effects. 



Matching the mood 

I found this battered old chair in the abandoned warehouse where we were 
shooting. A new chair would have seemed out of place, but here the pose, 
the environment, the prop— and the model's dirty feet— are all in harmony 
with the melancholy feel of the image. 
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Exploiting a prop 

I was surprised to find a set of stepladders in the empty apartment where 
we were shooting, but as soon as I saw it I realized that it presented a great 
opportunity to have some fun with poses and compositions. This set of images 
shows how, between us, the model and I fully exploited our unexpected find. 

1 All the lines in the image lead the eye toward the model's hand reaching 

up to touch the ceiling. The camera angle adds to the dynamic feeling of height. 

2 Using a wide-angle lens caused distortion, but here it adds to the image. 

3 The model's legs, combined with the legs and rungs of the ladder, create 
a strong graphic pattern that works particularly well in black and white. 



Essential props 

A voluptuous ballerina 
may be a contradiction, 
but it was a gift to me. I'm 
not keen for my models 
to wear shoes unless 
there is a good reason to 
do so, but here they are 
intrinsic to the images. 
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choosing a model 

While I wouldn't encourage anyone ever to think of models 
as objects, when choosing a model you can apply the 
same criteria as you would when choosing a car: go for the 
best you can to suit your purposes and your means. For 
many people a partner is initially their only option— in most 
cases a wonderful option. But as you begin to progress you 



may wish to look farther afield. If you have the opportunity to 
choose, go for a model that inspires you, that you consider 
to be perfect for the shot you have in mind. And always 
remember that your motivation for choosing a particular 
model should be entirely photographic— never let personal 
feelings influence you in any way 




Athleticism 

Annelies is a dancer who really knows 
how to perform — in fact, she is such 
a performer that if I'm not careful she 
will take over a session and have me 
running to every corner of the studio. 
Her strength and suppleness allow her 
to hold poses that many models would 
find impossible. I always ask models 
if they dance or play sports since it can 
really open up a lot of possibilities. 
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Body shape 

Depending on the type of image you want to create you might go for a long, 
slender model, or someone who is more rounded. Classic agency models are 
mostly of the tall and slim type for women, and muscular and athletic for men. 



Looks and facial features 

Hair color, skin tone, face shape— it's really a matter of personal taste, but some 
images suit certain looks more than others. For example, square faces aren't ideal 
for romantic images, while dark, brooding looks often work well for cinematic shots. 




Personality 

For me, personality really matters. 
Outgoing, communicative models 
make photo shoots so much easier, 
even for more intimate images. Often, 
though not always, I will try to put the 
model's character across. Models 
who can be themselves are not only 
a joy to work with, but the viewer can 
feel their personalities through the 
image and really make a connection. 
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directing ycur mcdel 



Before I start a session I begin by explaining my concept. 
I describe the visual effect that I want to create and also, more 
importantly, the atmosphere of the image. The key to a good 
image is the impact it has on the viewer, rather than technical 
perfection— so, for me, emotional expression is the most 
important element. Light plays a major role in creating the 




mood of a picture so I often ask my model to act toward 
or away from it. While communication is crucial, I am always 
careful not to overdirect. Discussing every little detail before 
the shoot can be inhibiting, so build up gradually Give your 
model time to warm up and take a break now and again. 
In this way you will enjoy a focused but relaxed shoot. 



Getting started 

Your model should feel comfortable. 
I ask my models to undress as soon 
as they arrive (to avoid marks from 
tight clothes on the skin), but allow 
them to wear a bathrobe for as long 
as possible while I am checking 
equipment and lighting. Once you get 
started, the clearer the direction, the 
more focused your model will be. In 
this case, I first explained, then roughly 
demonstrated, my idea to Adam. It 
may look like one-way communication, 
but it's not— I always ask for and 
appreciate feedback from my models. 



Eye contact and 
body language 
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conveying a mood 



Giving your models the confidence to express themselves gently if adjustments are needed. For more exuberant moods 

openly or to play a part convincingly in front of the camera is you may need to move about more, chatting to your model, 

all about interaction and communication. For an introspective teasing, and joking. Of course, what works for one model 

mood it is best to work quietly taking pictures without seekng may not for another— but I find that, by giving them an active 

a reaction from your model, moving slowly and speaking role in the shoot, between us we find a way. 



Facial expression 

We read a person's emotions first 
and foremost through the face. 
The slightest changes in expression 
can convey a multitude of moods 
and nuances of mood — happy, 
sad, angry, thoughtful, excited, 
bored, fearful, proud, lonely 
playful, , , the list is endless. In 
a photograph, the way that a model 
looks at the camera— or indeed 
whether he or she looks at the 
camera at all — has a direct impact 
on the viewer, raising questions 
and inviting interpretation. 
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daylight indoors 

Daylight creates many opportunities, even indoors— all you 
need is a room with a window. Direct sunlight is interesting, 
but may be too contrasty with the shadows inside the room. 
I prefer to work with the light from a north-facing window, 
which creates enough contrast to play with light and 
shadows without the problem of burned-out highlights 



and areas of solid black shadow. These images were taken 
with direct sunlight in the room, but I positioned the model 
either directly or obliquely in front of the window and used 
a reflector when needed to throw light back onto her. 
Another way to cope with direct light is to shoot in early 
morning or late afternoon, when the sun is not so bright. 
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Patches of light 

For each of these images I asked my model to find a small area 
of light falling into the room and to imagine why she was looking for 
the sunlight: comfort, warmth, or memories? As ever, I tried to 
ensure that the light, composition, and pose were all in harmony 
with the atmosphere I wanted for the image. 
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studio lighting 

Working with studio lighting oan be a frustrating exeroise 
if you find yourself adjusting and readjusting a number of 
lights, unable to get them right. I find the easiest way is to 
put the lights in plaoe one by one, beginning with the main 
light. I position that to get the overall effeot I want, and only 
when I am oompletely satisfied that I have got everything 



I can from it do I go on to put a second light in place to 
soften the shadows or highlight another part of the image 
or the background. When this feels right, I then add a third 
light, and so on. If you set up too many lights at once you 
risk confusion as to exactly what each light is really 
contributing to your setup. 




Side lighting from the left 

With the model in the same pose, 
this gives a similar but reversed 
effeot as lighting from the right. 
Because the model's right hand 
is on top of the left it is fully lit, but 
his faoe is now lost in shadow. 
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Lighting from above 

Here the light source is above and 
also slightly behind the model, 
creating a mysterious, ethereal 
glow which is often used in films 
when angels or extraterrestrials 
enter the scene. 
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artificial lighting effects 
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Projecting a pattern 

The effects can be stunning, but the technique is simple. Fcr these images, 
I cut seme shapes cut cf a piece cf black card and get my assistant tc held it in 
frcnt cf a spctlight sc that it cast patterns cf light and shadcw ever the mcdel's 
back. The cicser the card is tc the mcdel, the sharper the pattern will be. 
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Light painting 

Keeping my shutter open for 30 
seconds at f/22, I lit the model with 
a flashlight. The pose has to be easy 
to hold completely still, so lying down 
is a good option. However, it is 
important that you are in constant 
motion yourself— if you keep your foot 
in the same spot for even just a few 
seconds it will show in the image. 
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lighting outdoors 

Nature offers a huge range of lighting possibilities. Just as 
in a studio, you oan ohoose to work with front-, side-, or 
baoklighting, exoept that with outdoor light there's so muoh 
more. The oolor, direotion, and intensity will ohange 
oonstantly. Morning and evening light are different, as are 
winter and summer light. Sunny days are different from 



oloudy ones, stormy skies from misty meadows. Shadows, 
too, ohange throughout the day For outdoor photographers 
guarantees of light and weather don't exist, so you must be 
able to adapt to changing conditions. You can also, whether 
by necessity or just for effect, supplement outdoor lighting 
with lamps, fill-in flash, and reflectors. 
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Additional lighting 

I'm not keen on using heavy equipment 
outdoors; it reduces working space and 
reaction speed. But, at the same time, it can 
open up a lot of possibilities. Here, I used 
a softbox and adjusted aperture and 
exposure times to create a variety of effects. 

1 The environment is well lit but the model 
is overexposed, giving her an ethereal look. 

2 To create a night effect I lit the model 
correctly and underexposed the background. 

3 Less overexposure of the background 
and more light on the model gives an 
impression of evening light. 
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dressing with sinadows 



You can emphasize the beauty and fragility of a model's 
body and add a touoh of mystery by dressing the model 
with shadows. Wherever there is light, there are shadows, 
and wherever you put an obstaole between a direot light 
souroe and a body you oreate shadows on the body You 
oan play with different forms and patterns, with light direotion 



and light intensity You can create a mood with your use of 
shadows, suggest a story with them, or make a statement— 
the possibilities are endless. Shadows are the most simple, 
inexpensive, and effective props available to the nude 
photographer. By using them in this way you stimulate the 
viewer to look beyond the nudity of the model. 




The position of the model 



The direction of the model's eyes reinforces 
the gentle, romantic nature of the scene. Here, 
Alexia's dreaming eyes follow the light direction, 
into the empty right half of the image, 
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A simple setup 

Here, the light is provided by 
a halogen lamp of the type that's 
used in construction, which can be 
bought cheaply from most home 
improvement stores. By placing the 
lamp on the floor pointing upward 
you create the kind of dramatic, 
looming shadows favored by the 
makers of thrillers and horror films. 



Different effects 

Each perspective— shooting from 
above, below, at eye level, and so 
on— creates a different atmosphere. 
You may need to lie right down on the 
floor or climb on a chair or ladder to 
get the most interesting effects. The 
amount of light on the model's body 
will vary according to your position, 
so move around and experiment. 
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Dancing with shadows 

These images were shot just before sunset in an abandoned railway 
outbuilding, in France. It was quite difficult to find the angle that showed 
both the model and her shadow in an interesting pose, as if dancing 
together, and I had to clearly define the area in which she could move 
without losing the shadow. But we persevered and the result was a set 
of pictures with a charming, fairy-tale quality. 
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from head to toes 




An understanding of the human body is a great asset for 
a nude photographer Not just the meohanios— our forms, 
the way we're put together, how we move, and so on— but 
also the language of our bodies. The best way to learn is 
to study people, even when they are just standing doing 
nothing. Look espeoially at people's feet. For example, the 
pose on the left— starting with the outward-pointing feet— is 
oonfident and outgoing, ready to faoe the world. For a more 
intimate, introspeotive atmosphere the model's pose will 
usually be more closed and proteotive. 





Head position 

When the head is turned away from the 
direction of the body, the pose gains 
dynamism. Turning the face into the 
shadows creates intrigue. 



Protective stance 

The arms folded across the chest 
combined with the lowered head 
suggest a hint of vulnerability. 




Hands 

The position of the hands can set the 
mood of an image. Here, sidelight 
creates hard shadows— which is less 
flattering to women's hands. 



Athletic pose 

The muscles of an athletic back are 
great for playing with light and shadow. 
Try shooting from different angles and 
with different light settings. 
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Shooting upward 

When you look up to your model you 
make him or her appear strong and 
confident. Position your light carefully 



A side view 

The shoulder, breast, and arm can 
create beautiful shapes, especially 
when shot from the side. Shoulders 



to avoid lookng straight into the nostrils, often look better pulled back a little. 







Using torsion 

An hourglass shape is enhanced by 
twisting the shoulders toward the 
camera, while turning the hips slightly 
the other way 



Soft shadows 

As muscular as a male back can be, so 
a woman's can be soft and smooth. 
Here, the shadowy abstract effect is 
sensualized by a glimpse of breast. 




IVIaking contact 

A hand touching the face intensifies the 
expression. This knd of gesture isn't 
easily posed, but works best when it 
comes from the model. 



Posture from the feet 

Look at the feet first if a standing pose 
seems awkward or unnatural, as the 
feet have an impact on the posture of 
the whole body. 
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adjust ng the pose 

Poses shouldn't be oonsidered in terms of good or bad, but your position wil 
rather elegant or inelegant, suited or not suited to your pioture. should also adji 


1 ohange the pose visually and that you 
jst the pose in relation to light direotion and 


As a photographer you have to be able to analyze a pose image oompositi 
quiokly Always start with the point of impaot (the feet if the of the image als 
model is standing, and so on). Remember that a ohange in she will find an c 


ion. Thinking in terms of the atmosphere 
helps. If the model "feels" the image he or 
authentio-looking pose almost automatioally 




Kneeling position 

In the first image the front foot is positioned awkwardly under her leg, which is 
pointing forward, causing a foreshortening effect. The back foot is visible and 
spoils the lines of the pose. The second pose is more streamlined and relaxed. 



Avoiding a double chin 

If your model is lying on her back, arms above her head, and looking to camera, 
there is a danger that her shoulder, neck, and chin will be too close to each other. 
Often, just relaxing slightly and looking to the side is enough to avoid this effect. 
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S-forms 

Curves not only add elegance, but 
also dynamism. In the shot on the right 
the pose is completely symmetrical, 
very still, and very static. I asked 
Annelies to curve her back and look 
to the left, into the direction of the 
light, and you can see that the image 
below has much more energy. If I had 
asked her to look to the right it would 
have added an extra curve and she 
would be lookng away from the light, 
resulting in a very different effect. 





Silhouettes 

With silhouettes it is especially important to get the pose just right. In the shot on 
the left there is no space between the model's head and her arm, which spoils the 
shape of the pose. In general, it is better if all the major body forms are defined. 





Facing the light 

The best way to show your model aware of and connecting with her environment 
is to have her face the direction of the light. In the image on the right also notice 
how the elbow looks more graceful when it's not pointing directly at the camera. 




An all-over lift 

Standing on tiptoes puts tension into the calves and thighs, lifts the bum, and 
brings the shoulders back slightly makng even the position of the head more 
elegant. This is one reason why high heels are so popular in glamour photography 
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Angular poses 

These moody and dynamic poses 
have been caught with the hard light 
from a halogen spot. I took the image 
on the left using a wide-angle lens to 
get in really close, so you feel you are 
almost part of the scene, The cluttered 
background in the image on the far left 
disturbs me as much as it gives me 
a feeling of authenticity. 





Adapting the pose 

Similar subjects can be lit very 
differently to create very different 
images. Bright, sunny light on the 
far left enhances the model's happy, 
outgoing pose, while the soft, 
unobtrusive light on the model on 
the left suits the more mysterious feel 
of the image. When I am working on 
location I always ask my models to 
adapt their poses and expressions 
to the changing light conditions. 
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focus & depth of field 



Selective focus 



f! 




Foreground focus at a shallow depth of field 





Background focus at a wide depth of field 
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Creating mystery 

In one of these images, the viewer is 
in no doubt as to its content: the model 
is standing by a window looking out. 
The other might be taken to be a 
mistake on the part of the photographer, 
but it is not. In the case of a high- 
contrast, blurred image the lighter areas 
will tend to diminish the darker ones, in 
this instance making the model look like 
a wraith at the window. The flesh-and- 
blood girl has been transformed 
into a creature of dreams. 
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Tricking the eye 

Many people have believed that the image on the left was taken 
on a beach but in fact it was taken in a field (above). I used a long 
lens with a wide aperture to blur the background, and the beach 
location is suggested only by the model's sarong and pose. 
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capturing movement blur 



Images where movement is blurred imply a narrative with 
a beginning and ending; you are capturing a mini story 
rather than a precise moment. This kind of image is difficult 
to control, as your model is moving during the exposure 



you have worked out how to get exactly what you want you 
may still be in for surprises. Practice releasing the shutter 
just before the movement reaches its climax and try using 
several shutter speeds; 1/1 0th of a second is a good 



time— you will need to experiment, and even when you think place from which to start. 




Varying the approach 

The degree of movement blur depends on 
the range of the movement and the type 
of lens. The two photographs on the left 
were taken at different shutter speeds. At a 
slow shutter speed the image may also 
show evidence of camera shake, which 
may or may not improve the final result. 




Imaginative blurring 

These blurred images of Maite dancing stimulate the imagination, 
the floating fabric adding to the dreamlike effect. A slow shutter 
speed allows you to work at ease and it's exciting that you don't 
know exactly what you have shot. When I am shooting images of 
movement I tend to position myself at about knee height as the 
focus on the lower part of the body accentuates the movement. 
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moving the camera 



When I am photographing moving subjects, I like to be able 
to react instantly and change my composition to suit the 
model's actions. Using a tripod in this situation isn't practical, 
but this means that it's difficult to get a sharp picture. One 
of the best ways to deal with this is to follow the direction of 
the model's movements with your camera, deliberately 



blurring the background. By moving the camera in different 
directions it is also possible to create a range of special 
effects, which will vary according to the speed of both the 
shutter and the camera movement. Keep in mind that an 
effect should only be used to enhance the overall feel of 
the picture, otherwise it will simply be a gimmick. 



Movement across the picture 

Following your model with your 
camera creates a dynamic look 
which, combined with the use of 
a long lens, gives the atmosphere 
of sports photography. Any part of 
the model's body moving at the same 
speed as the camera will be sharp, 
while the rest will be unsharp to a 
greater or lesser degree, depending 
on the speed of movement. 
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Turning your camera 

Using a long exposure time, you can move the oamera in speoifio ways to 
oreate a variety of special effects. Here, I turned the camera around, which gives 
a circular blurring with a central point of sharper focus that attracts the viewer's 
attention. The ripplelike effect works well with the model's dynamic pose— it 
looks as though she is defining the direction of the motion blur with her body. 




Using longer exposures 

These images were taken with a wide-angle lens and a slow shutter speed. 
As with the outdoor images opposite, I followed the model with my camera, 
but the increased blurring and the use of a shorter lens has reduced the 
appearance of sports photography and made the effect more impressionistic. 
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basic rules of compcsition 



The perfect composition doesn't exist; a composition works, 
or doesn't, as a result of a combination of different elements. 
There are many rules of composition— too many to include 
all of them here. Nevertheless, a grasp of the basics will 
take you a long way The rule of thirds, central placing, 
diagonals, converging lines, spirals, ovals, triangles. 



squares, and circles are often used to compose an image, 
and various devices are employed to draw attention to the 
main focus. The aim is for the viewer's eye to travel around 
the picture, finding points of interest along the way Studying 
compositions that appeal to you in books and at exhibitions 
will help you to develop your own image language. 
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positioning the model 



One of the first things to oonsider when you are taking 
a photograph is where in the frame you are going to position 
your model. Should he or she be small or large, oentrally 
plaoed or to the side— or even partly out of the frame? 
Working with a tripod may help you searoh for the 
oomposition, espeoially if you want to inolude particular 
elements of the background; set up your camera, and then 



adjust your model's position in the frame. Alternatively you 
can move your camera while the model remains in position. 
In this case a tripod can be a disadvantage, as it slows 
down proceedings and potentially disrupts communication 
between you and the model. I avoid using a tripod as much 
as I can, as I prefer to be able to move around quickly and 
easily and keep the model's attention focused on me. 
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Cropped framing 

Again, Daisy is placed centrally, but now she 
is so dominant in the frame that the top of her 
head is cropped, making her seem very close. 

As Daisy now occupies nearly all of the frame 
her environment is of no importance. 

This image is more restless than the one on 
the left. Her whole body demands the viewer's 
attention, with a triangle formed by her red lips 
and nipples and another, inverted, triangle from 
her nipples to her belly button, emphasized by 
the shadow slanting down her body 
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Getting in close 

At first glance, it seems that the camera has 
zoomed in on the model. In fact, I was changing 
my position in relation to her. At first I shot her 
from a high angle to emphasize her vulnerable 
position, but the large image, taken from ground 
level, is by far the strongest. The wide angle 
allows the viewer into the scene, and the glow 
of the sunlight on her arm embodies the intensity 
of her (presumed) state of mind. 
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exploring perspective 



For me, the perspective from which I am going to shoot my 
model is one of the most important choices because it has 
a direct emotional impact on the image. You can look up, 
look down, or position yourself at the same height as your 
model. Shooting upward makes the subject appear strong 
and confident— as if you are a child looking up to an adult 



world. Shooting from above makes the subject seem smaller, 
weaker, and more vulnerable. When you shoot from an 
equal height you create communication and understanding— 
you are on the same level as your model. Once you 
understand the implication of perspective you can use 
it consciously to enhance the atmosphere of your images. 





Shooting on the level 

By positioning myself so that I am face to face 
with Annelies I create a connection with her, 
even though she is not looking into the camera. 
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Relative viewpoints 

The two images above show a 
confident woman — her strong 
character captured by shooting 
upward toward her face and upper 
body. In the large image on the left, 
although I was shooting upward 
toward her face in absolute terms, 
the perspective is different in relative 
terms— her head is bent down so 
much that the effect is the same as if 
I was looking down into her face from 
above. So, although taken from the 
same position as the other two, in this 
image Annelies appears vulnerable. 
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abstract close-ups 

I love working in olose-up— it's so easy to create really 
interesting images. It's also an ideal way to start photographing 
nudes as you don't need to worry so much about directing 
your model. Once he or she is in a comfortable position you 
can take your time experimenting with lighting, perspective, 
and framing. It's a good idea to have your model on a seat 
or bed with wheels so that you can turn it around easily and 
if you are using artificial lights it helps if these are moveable 
too. When light follows the main direction of the pose it has 
a "caressing" light and shadow effect. Move around your 
model, changing your relation to the direction of light to 
make the shadows more or less pronounced. 





The body as a landscape 

These images were realized using a telephoto zoom lens. Notioe how the 
backlighting gives a very graphic effect, dramatizing the forms of the model. 
I tend to measure the light from the lightest part of the body to create deep, 
dark shadows may use a directed spotlight when I want hard light. 
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the effects of distortion 



Distortion in an image has a great impact on the viewer— 
especially when the subject is the human body. Photographic 
distortion alters the original shape of an image and its effects 
are surprising, sometimes shocking, views of what is usually 
so familiar and predictable. Distortion is usually considered 
undesirable, but it can be used in very effective ways; for 



example, to create intriguing bodyscapes, or to exaggerate 
a pose. A wide-angle lens is the ideal tool for creating 
distortion; the elements closest to the lens will automatically 
appear enlarged and the subject will be stretched toward the 
edges of the frame. You can also create interesting effects 
simply by experimenting with unusual viewpoints. 




Unusual aspects 

Here, a low and close-up viewpoint 
has the effeot of exaggerating 
different parts of the model's body. 
By positioning myself so that one 
element became the foreground 
of each image, she takes on a 
strangely unreal quality. It doesn't 
matter if an element is so close 
that the lens is unable to focus 
sharply— this is exactly what 
happens with the human eye, 
and only adds to the overall effect, 
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Elongating the body 

For these images I got down very low with my 
wide-angle lens in order to elongate the model's 
legs. This technique is sometimes used — in a more 
subtle way— by fashion photographers, to make 
their models look taller. Distortion can also be used 
to create graphic abstraction, to emphasize 
unusual viewpoints, and to focus on interesting 
connections between elements within the image. 
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making the most of a looation 

As with most things in life, all looations have their 
advantages and disadvantages, but I prefer to think 
in terms of interesting ohallenges and possibilities rather 
than foousing on limitations and restriotions. When I am 
investigating a plaoe before a shoot I look at its east-west 
orientation so I oan work out where the sun will be during 
the day and try to find out whether there is likely to be 
anyone around. I look at every looation in as many different 
ways as possible— my eyes are like little radars, always 
searching for photogenic corners— and I try to get a feel of 
the place to work out what kind of atmosphere I can create. 




Exploring every angle 

I like to explore a location photographically and will wander around for a while, 
changing my position and my lens, from wide angle, to standard, to telephoto. 
Once I have found the right spot I give it the time and energy it deserves. 
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Working in changing light 

Sometimes, as a photographer, you have to seize the moment or you'll miss 
it. These images, shot around sunset, were captured in just a few minutes. We 
had just finished the shoot when I noticed the light in this corridor, so Klara 
quickly undressed again and we were off! Moments later the light was gone. 
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Looking for graphic compositions 
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stairs & doorways 

Almost every building has them and they provide endless 
soope for photographio exploration. Stairs and doorways 
are gateways between two plaoes, and as suoh are rioh 
souroes for oreating intriguing visual stories. They suggest 
a past and a future— a person on a stairway or passing 
through a door is leaving something behind and moving on. 



Of oourse, they are very useful as purely compositional 
devices too. A doorway can be used to frame your model, 
or he or she might use the door as a prop, to hide behind, 
or enter through. Stairs by their very nature are wonderful 
for creating compositions with strong diagonals and leading 
lines, which automatically bring dynamism to an image. 




Working on stairs 

Stairs can be tricky because you may have to manage differences in level 
between you and your model, and space is often cramped. I might use a wide- 
angle lens to overcome the problem, in which case I will shoot upward to avoid 
the wide-angle distortion shortening the model's legs. Here are just a few 
examples of the many different moods you can create using stairs as a location. 
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Light and shadow 

The spectacular contrast of light and shadow and the combination of elements 
make this a very dramatic image. The dark, sinister stairs lead to a door that opens 
onto a brightly lit window, with the model caught between the two environments. 
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Contrasting styles 

These two images demonstrate 
the great versatility of doors as a 
component in a scene. The image 
on the right is light, bright, and fun, 
the model playful and teasing. 
In contrast, the image on the far 
right feels moody and mysterious, 
with the model striding purposefully 
through one doorway toward 
another. To enhance the feeling of 
tension, I tilted the camera slightly 
and allowed the model to disappear 
from the top of the frame. 
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connecting with a location 



Why bother to photograph a model on looation if the place 
has no context in the image? In Belgium we have an 
expression "looking as a cow to a train," which perfectly 
describes the meaningless, disengaged expression and 
body language that you sometimes see when someone 
stands in front of a point of interest for a photograph. 

Repeating shapes 

The easiest way to make a connection with a setting is to repeat shapes that 
you find in the environment, or look for elements in the environment that mirror 
the body's forms. If you ever wondered about the origins of the heart shape, just 
look at the image below. In the image on the right, the container envelopes and 
repeats the roundness of the model's bottom, which is emphasized by her pose. 




A successful connection between subject and environment 
creates a stronger impact on the viewer, but how do you 
make that link? You might do it by visually repeating forms 
or by juxtaposing elements to create tension or contrast. The 
intensity and direction of light and your choice of lens and 
viewpoint are also key so make them support each other. 




I 



h- 




r iiAjiMin 
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Natural props 

The most authentic props are those that are directly related to the subject 
or the environment. In both these shots, nature herself clothes the model. 
Above, a fallen leaf is the perfect shape to create a natural bikini thong, 
while below, the feathery ears of corn make a wonderful grass skirt. 
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Adjusting tone 

The density range of a photograph refers to the range of 
tone from light to dark. If your images have a low density 
range and are looking a little thin and flat you can boost the 
overall oontrast both in the darkroom and digitally Dodging 
and burning are time-honored darkroom praotioes in which 
you lighten and darken particular areas by exposing them to 



less or more light. You can do this with a special tool, or with 
a piece of card. In the digital darkroom, you can simply use 
the dodge and burn tool in your image editing software, but 
a more refined way to work is by using adjustment layers, 
selecting the area of the image that you want to work on 
and lightening or darkening it using Levels. 
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converting to blaok & white 



Photographers using black and white film will often employ 
color filters to enhance or soften contrasts and to alter the 
appearance of items in particular colors. A red filter will 
lighten all the red areas in an image because it absorbs all 
the colors except red, and it will darken the sky and give 



dramatic cloud contrasts; a green filter will lighten foliage 
and alter skin tones. Once in the darkroom, it is only 
possible to play with the overall contrast in certain areas 
of the image. On the computer, however, you can mirror 
the effects of using filters at the time of taking the shot. 




Using channels 

The easiest ways to convert a color picture to blacl< and white are 
to change it to gray scale or to desaturate it. However, these methods 
lose a lot of the potential of the picture. With your channel mixer set to 
monochrome you can change the proportions of red, blue, and green 
to replicate the effect of lens filters. 

1 The original color image is composed mainly of flesh tones and 
reds and greens. 

2 Here, the image has been changed to gray scale. Desaturating it or 
using the channel mixer with a value of about +33% on each channel 
would produce a similar result. 

3 The channel mixer has been set to +100% red, 0% green, and 0% blue. 
The effect is the same as using a red filter: the poppies and the skin tones 
have become lighter in relation to the green foliage, which is now darker. 

4 A setting of -1 30% red and +1 60% green and blue has made the reds 
almost black and the greens lighter. 

5 At -40% red, +80% green, and +70% blue, the image is well balanced 
with a clear difference between the flowers and the foliage. 

Pushing the limits 

The effect shown here was produced by 
using +1 1 0% red, +1 20% green, and -200% 
blue. The image looks almost like a solarized 
darkroom print, especially in the outlining 
of the model's body. The dark shadows 
underneath her arm have become white 
because they contain no blue light. 
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conserving your images 



Once you have made an image you are proud of, you will 
want it to last. Always store films and prints in a cool, dry, 
acid-free environment, preferably in the dark. Prints hung 
on the wall should never be in direct sunlight, and the mount 
and barrier board at the back of the print should be of acid- 
free materials. If you wish to sign your pictures, use a soft 



pencil, rather than a pen. In the case of digital images, make 
backup files of your originals before postprocessing them. 
Standard CDs and DVDs have limited lives, in some cases 
as little as two years. Look for archival ones, which will last 
ten times longer— they are more expensive, but you will save 
a lot of time by not having to reburn them so often. 
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lyn balzer & 
tony perkins 




Nationality Australian 
IVIain working location Australia 
Photographic method Medium 
format film 

Lyn majored in photography while 
studying for her arts degree, developing 
a strong individual style that brought her 
a signifioant olient base even before she 
graduated; Tony studied environmental 
science, To balance their studies and 
commercial work, Lyn and Tony set 
up their own small studio in an old 
factory in Darlinghurst, the creative 
heart of Sydney, They have exhibited 
in London, Barcelona, Sydney, and 
Melbourne, and their work has appeared 
in magazines internationally. 



Our fascination with the Australian landscape stems from an upbringing 
on Australia's east ooast near the idyllio rain forests and beaohes of Byron 
Bay. "The Ravish of Nature" is a reourring theme in our exploration of the 
nude. Inspired by diverse visual sources suoh as Rodin's sensual 
watercolors, Marcel Duohamp's masterpiece Given, and the surreal 

qualities of David Lynch's Blue Velvet, 
we explore the erotic tension between the 
potency of nature and the implicit sexuality 
of the naked female. Strangelands, our 
evolving series, is the world that we enter in 
our images. It is a world that exists between 
the boundaries of the everyday and the 
exotic— marginal places such as abandoned 
quarries, deserted beaches, or swamps. 
Our models are a mix of professionals and amateurs, chosen as much for 
their spirit as their physical presence. We like to work with girls who both 
understand our vision and are keen to collaborate on exploring our visual 
language— our muse has an inherent, unfathomable presence. 

We shoot exclusively on medium-format negative film and have 
developed our technique through years of experimentation. We find the 
format provides the perfect balance of high-quality images with an ease 
and freedom of movement, which is important when shooting in some 
of the harsh locations in which we usually work. We choose films that 
enhance the surreal qualities of our images, embracing the startling strong 
colors of our country— vibrant blues, greens, and reds. A combination 
of flash and available light amplifies an abstracted, otherworldly state- 
impossibly blue skies, raw textural flora, and pale ethereal forms. 

Our images are all created in camera, with little, if any 
postproduction; it is the small imperfections that emphasize the apparent 
fragility of the feminine form in the face of nature. 
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T\:5u We assess the initial Polaroid to see if we 
are happy with the composition and lighting. 

T\30 Having seen the Polaroid, we discuss 


adjusting the position of the flash. 

15:33 We shoot another Polaroid 

a slight change to the lighting. 


after making 
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the shot 

To enhance the surreal atmosphere and drama within the pioture, we used 
a direotional souroe of light provided by our portable flash to highlight Siannon's 
body, while the hard midday sunlight emphasized the depth and oolor in the 
landscape. Our medium-format Bronioa camera not only provides high-quality 
images essential for large-scale exhibition prints but is also incredibly durable for 
rugged locations such as this one. As usual, we used ISO 100 color negative 
film, which gives a high degree of detail, resolution, and saturation to our images. 



Comparing Polaroids 

Polaroids are an essential 
feature of the shoot as they 
not only provide a guide to 
the composition but also 
a technical assessment of 
the lighting. This is a critical 
element when you are 
working with a combination 
of strong sunlight and flash, 





Tough locations 

Just as our models often have to suffer being 
scratched, scraped, and sunburned when 
working with us, we too have to deal with the 

ems of outdoor photography in the 
challenging Australian environment. 



Sharing the images 

Polaroids also provide an important 
dialogue with the model, as they can 
immediately see what we are aiming 
to achieve in the image. 



FOR THIS SHOT 
Camera: Bronica ET 
Aperture: f/22 
Shutter speed: 1/6( 
Sensor/film speed: 
Lighting: Lumedyne 
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portfolio 
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A Strangelands Series #1 

This image was inspired by our discovery of a dried up 
water hole littered with the fragile beauty of water lilies. 
The model was highlighted with flash, achieving a strong 
contrast against the dark grass, while brilliant sunlight 
provided additional highlights within the environment. 



\> Strangelands Series #2 

The soft white body echoing the hard black boulders in 
the foreground emphasized our comparative fragility 
within nature. Hard, direct sunlight, accentuated with 
flash, provided the strange, monumental quality of the 
figure, silhouetted against the saturated blue sky 
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andreas h 
bitesnich 




Nationality Austrian 
IVIain working locations Austria, 
Germany, and Italy 
Photographic method Digital 

Andreas H, Bitesnich 's first career was 
in retail, but it was seeing a fashion 
photographer's portfolio that sparked 
his interest in photography He bought 
his first camera the next day and for two 
years sold electrical appliances by day 
while immersing himself in photography 
at night, In 1 989, fueled by a belief that 
any ambition can be achieved through 
hard work, he made photography his 
profession, He is now one of the 
world's biggest names in the field 
of nude photography 



When photographing the nude, the key word for me is respeot. If someone 
is prepared to take their olothes off in front of you, they are demonstrating 
a lot of trust in what you will do, and it's important to let them know that 
you appreoiate that and will treat their vulnerability with oare. In the studio 
the model oan't even see you, just the lights, and beoause they are naked 
it's a very fragile situation. You have to direot the 
model loudly and olearly and make sure they are 
happy with what you are asking them to do. 
It doesn't matter whether the model is a 
professional or an amateur— what matters is that 
they want the same thing that you want. In my 
experienoe I find I always oreate the most beautiful 
things that way sinoe there are two people oreating 
the image, rather than just the photographer deoiding 
what to do. This oan take plaoe muoh more easily in the age of digital 
photography sinoe you oan look at the pioture together, make any 
oorreotions, and work as a team. 

I feel really oomfortable in the studio. When I first started I had the 
opportunity to use a studio for two or three years, so lighting beoame 
seoond nature to me. When I'm working on looation I either have no 
teohnioal help at all— not even a refleotor— or I go to the other extreme, 
with two or three assistants ohanging the film, holding big flashlights, and 
dealing with oables and generators. If I'm up to my ohest in water for 
a shoot in the sea I need to have people helping me! So for praotioal 
reasons it's sometimes good to have a team, but for the first four years 
of my oareer, when I worked for the German edition of Playboy magazine, 
I just had an assistant to ohange the film; it was all done very simply. 
You really don't need a lot of equipment to take a good pioture. 



www.bitesnich.com 
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the shot 

Throughout the shoot there was one flash head with a softbox on a boom about 
10 ft (3 m) above Mioky— my studio has a very high oeiling whioh gives me the 
ability to set my lights high, thereby reduoing the oontrast of light and dark. In the 
shot that I liked the best we had replaoed the flash head inside the prop to give 
minimal light from below. Werner stood next to me, holding a blaok panel to 
prevent the overhead light from shining into my lens; the gray paper baokdrop 
was 13 ft (4 m) wide, allowing us plenty of leeway to move about. 



Digital clioice 

I got used to my digital 
Hasselblad very fast. The 
advantage of digital over film 
is that I can view the result 
straight away and decide 
what to change much more 
quickly than was possible 
doing Polaroid tests. 




Camera: Hasselblad 
P45 back; 80mm len 
Aperture: f/1 1 
Shutter speed: Mli 
Sensor/film speed: 
Lighting: Hensel flas 



Studying the results 

At the end of a shoot I get all the 
images up on screen, edit them, 
and consider what retouching needs 
to be done to them. 
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A Sara, Vienna 2003 

Sara is a dancer, and I met her at one of the workshops 
I run in Tuscany. The way she moved so inspired me that 
I invited her to come to Vienna, and the shoot resulted 
in some amazing images. Here there is just one overhead 
light casting a strong shadow. 

< Sina and Anthony, Vienna 1995 
I don't usually plan my shots but this came to me as 
a vision one night. I have a whole contact sheet of 
pictures where Anthony's feet are flat on the ground, 
and he rose onto his toes for just one shot— I had to 
take it fast. They are lit with one hard light. 
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sylvie blum 




Nationality Austrian 

IVIain working location US 

Photographic method Film and digital 

Sylvie Blum spent more than 1 years 
as a model, working with internationally 
known photographers, artists, and film- 
makers, She was the muse and wife 
of the renowned photographer and 
artist Guenter Blum, who taught her 
all aspeots of photography, During 
Guenter's life and following his death 
in 1 997 Sylvie organized many 
exhibitions and publioations of his work, 
and also began to oompile her own first 
book. Today she is represented by 
international galleries and has published 
four books of her photography. 



Inner beauty is always first in my mind when I take photographs of 
someone. I often ask myself what the definition of true beauty is: what 
is beautiful and at what moment does the beauty shine through a person 
and oause me to see it? The next step is to oonsider how I oan oapture 
this beauty so that it is refleoted and absorbed by people viewing my 
work— and what oould be more beautiful, fragile, and luxurious than 
wearing your own skin? It is my obsession and passion to tell stories with 
my oamera; it allows me to make a statement about myself, my dreams, 
my vision, and my story 

For me, photographing a nude body is 
to isolate a moment and plaoe it in a timeless 
spaoe by reduoing the body to the essentials and 
playing with skin tones, light, and shadows. Both 
studio and looation shoots offer exoiting 
possibilities. In the studio I plan every detail, and I love the teohnioal 
aspeots; the more oables, generators, and tools there are around the 
happier I am. On looation, the spontaneous nature of things makes it 
very inspiring to play with the daylight, hurry to oatoh the right movement 
or gesture before it ohanges, and find the endless possibilities the looation 
has to offer. 

Making my own prints is an important part of my work— galleries 
selling my prints offer small limited editions with the oharaoter of a unique 
handprint, bearing my knowledge of time-intensive darkroom prooesses 
and my own seoret mixture of ohemioals. 

I love people, and when someone is in front of my lens it is almost 
like a short-term love affair. For the moment and for the reason we oame 
together, I want them to give their all to aohieve the perfeot result at the 
end. And I want to be known and reoognized for my style, as eaoh pioture 
is also a statement about myself. 



www.sylvie-blum.oom 
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Looking at images on the computer 1 



174 PHOTOGRAPHERS' GALLERY 



the shot 



I created a very flexible lighting set-up because I wanted to focus on Ashley's 
movements rather than caging her in a fixed light position. Asking her to freeze 
while I changed the lights would have been more tiring for her, and I wanted her 
to work very hard that day. I decided to use a huge softbox for the main light 
which could then be combined with a strip light, smaller softbox, or reflector. 
Jennifer stayed at my shoulder throughout, ready to retouch the makeup or 
make any changes I wanted as the shoot progressed. 



Getting down to it 

As usual, I spent a lot of the 
time lying on the floor amid 
my cables and generators, 
giving instructions to my 
team and the model, 




Demonstrating the pose 

As I used to be a model myself, 
I'm apt to explain the pose I want 
by simply putting myself into the 
set and showing how it's done. 
It also allows me to find out if it 
is even possible! 



Viewing a pose 

As this was one of my favorite 
poses, I checked that the lighting 
was correct before moving on 
to the next one. 
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portfolio 




A Standing Nude 

I decided I wanted to make a stylish picture of this model, 
so I draped some fabric around the lower half of her body 
rather than showing her fully exposed. We did the shoot 
in my outdoor studio, mixing sunlight with flash. I used an 
85mm lens on my Nikon D2X. 



> Nudesoup 

I found this bowl in a shop and it gave me the idea of 
doing a picture with big hair. I liked the combination of 
forms and also the unusual take on showing someone 
nude. It was taken in an outdoor studio with a mixture of 
natural and artificial light. 
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A No Face 

Sometimes I love to do crazy crops, and this one, in 
which I've cut off the top half of the model's face, 
focuses the viewer's attention entirely on her body. This 
photograph was shot in the outdoor studio, using my 
Nikon D2X with a 22mm lens. 



< Ashley 

Ashley is my favorite model and this studio portrait of her 
nude is reduced to the essentials to show her beauty. I 
loved playing with the highlights and shadow on her skin 
in the diffused light. The photograph was shot with my 
Nikon D2X and a 220mm lens. 



^^k^^^K ! 


R 



^^ 



JSkUM^^ 



tSp^ 



.0 



'^-i^i 



^^^i» 


S9SH 




3 


-"'"^^ ■ .^;j^ 


I^^H 



ALMOND CHU 181 



almond 



n 




Nationality Chinese 

IVIain working locations Hong Kong 

and mainland China 

Photographic method Large format 

Polaroid, film, and digital 

Almond Chu studied Graphio Design at 
art oollege in Hong Kong, where he 
rekindled a ohildhood interest in 
photography, In 1 982 he made the 
decision to study art and photography in 
Japan, and went to Tokyo College of 
Photography where he oonoentrated on 
portrait and nude photography This has 
been his ongoing projeot for over 20 
years; he remains fascinated by the 
creation of a living still life, using human 
bodies to sculpt his photographs. 



I work with both professional and amateur models, depending on the 
ideas I have in mind and the approach I want to use. I first rough out some 
sketches to develop the ideas, and show the sketches to the models to 
explain how I want to approach the photo shoot. This usually helps me 
gain their trust. I like to work with a variety of models because each one 
will give me different ideas. The things that most inspire my imagination are 
books and movies, as well as everyday people, my surroundings and the 
views from my window, travel, and the changing weather. 

I use different cameras, and shoot both 
I film and digital. A Hasselblad with a 120mm 

f^ ll I I '®^s 's ^y fevorite combination for shooting the 

V^y I I K.^ nude, as well as a Japanese 10x8 inch field 

camera. I like working in the studio as 
everything is under my control— lighting, 
backdrop, timing— and the atmosphere suits me; I am isolated from the 
real world! My lighting setup depends on the requirements of the layout or 
concept, but I prefer to keep it simple. I sometimes retouch my 
photographs in Photoshop, but I feel it is important to avoid overdoing this 
otherwise it could dominate the finished work. 

I have two main strands to my work: art and commercial. Galleries in 
Hong Kong and Toronto represent my art photography, and I work with 
advertising agencies and directly with clients on commercial projects. I 
have my own studio and always work with my team, which consists of a 
producer and assistants. 

My own definition of the style I try to achieve is: artistic, bold, simple 
but strong, minimal. 



www.almondchu.com 



behind the scenes 



marrv tne mar 



ikinq a nude pr 



ie makeuD artist 



iq enough 



Dackqround simole— |i 



TI:Bu My assistant sets up i 



Alana, my model 



'.S'S I show Alana 



The makeup artist, my assistants 




\ljD The makeup artist 



1^:13 My heavy 



5^ 



lc':Bu Alana is now on the : 



^ 





1' 



VO Taking the first shot of Alana, 



'IE:bO The next stage is to.| 



Checking and assessing the 1 



184 PHOTOGRAPHERS' GALLERY 



the shot 




I used simple lighting for the shot, with three flash heads. My assistants set up 
one light on eaoh side, one with a large reotangular softbox, the other with a strip 
softbox, whioh together outlined Alana's body and lit her hair strongly. The third 
light was mounted on a boom with an umbrella and plaoed in the middle next 
to the oamera to aot as a fill-in light to put some detail in the shadows. I asked 
Alana to hang from the ohain by one hand, whioh was quite painful— we tried 
several shots, and finally she bravely managed to hold the pose long enough. 



Processing 

I processed the Polaroid 
film in a dedicated Polaroid 
processing unit. At room 
temperature, this takes 
about 60 seconds. 




Camera: 8x10 inch 
240mm lens 
Aperture: f/1 6 
Shutter speed: 1/1^ 
Sensor/film speed: 
Lighting: Broncolor F 




The camera 

I bought this camera from 
a friend in the late '90s, and 
although it's not the most 
expensive 10x8 inch camera 
available, it has helped me to 
produce many nice photographs. 



Adding powder 

The powder shaken onto Alana's body 
and the floor beneath her suggests 
dust and the idea that, though she is 
still alive, she hasn't moved or been 
touched for a long time. 








*/■ J .rf^r^- 



.»<H.- 






1 ' ^ iri 

■t'-Z 1 




1 


. 



186 PHOTOGRAPHERS' GALLERY 



portfolio 




A Nude No. 5 

The original photograph was in sharp focus, but I used 
Photoshop to blur it so that the image became surreal. 
People expect nudes to be sharp and clear, but I wanted 
to challenge that and make the viewer question what is 
real and what is not. 



> Laura 

I asked Laura to lie on the floor and adopt some "painful" 
poses. I let her move freely and kept shooting until I had 
taken more than 20 rolls of film, moving with her. The 
interaction between photographer and model sometimes 
produces unexpected photographs. 
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giorgio gruizza 



As an adolescent, I discovered the beauty of Ancient Greek culture, 
particularly its sculptures. These, without question, laid the foundation 
for the aesthetic ideal which I struggle to achieve. I fell permanently in 
love with the human body, the human face, and human sexuality 

It is precisely that love (passion, even), combined with perfectionism 
and mathematical precision in playing with light, and having the power to 
discover and bring to the surface the most beautiful, intriguing, and 
inspiring aspects of my models' personalities, and then to shape that with 

the help of my imagination, that 
I consider my true photographic 
strength. My artistic work is very 
personal. There is no question 
that the final photographs are 
the result of an interaction, an 




Nationality Serbian 

IVIain working location Serbia 

Photographic method Film and digital 

At the age of 1 Giorgio joined a looal 
photography olub and took a three- 
month oourse that was his entire formal 
photographio eduoation. In the early 
1 990s he beoame a freelanoe 
photographer, but the politioal and 
eoonomio oonditions in Serbia brought 
his oareer to a temporary halt, However, 
by 2002, with an inoreasing number 
of oommissions from magazines and 
advertising agenoies, he set up the 
Unique studio and is now again a full- 
time photographer. 

www.gruizza.com 



understanding, and a good relationship between everyone involved. But 
more than this, they are products of a sophisticated, intimate game I play 
with my models. 

The inner beauty and sensuality of my models, the influence of light 
and shadows on their bodies and faces— creating sculptural forms in 
tension, revealing the way I see their hidden sexuality— are much more 
important than equipment and techniques to me. The emotions that such 
forms provoke in me— admiration, excitement, and desire— are what I want 
to share with anyone looking at my photographs. Everything that I do is a 
function of transmitting my impression of the photographed person as 
faithfully as possible. I hardly ever plan my photos in advance. Everything 
usually depends on how the shoot develops, my mood, and the way I am 
inspired by the model's looks and personality. 

Although I try to record my impressions as accurately as possible 
in order to reduce the need for postproduction, I feel justified in using 
software in the finishing of the photographs. Photography is a modern, 
evolving art, so the photographer's way of seeing things, capturing 
images, and producing photographs should be too. However, as far as 
postproduction is concerned, I think it is important that photographers 
do not cross the thin line which divides them from illustrators. 
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the shot 



To throw a soft light on Bojana's faoe I put one 500 watt flash head with 
a 32 X 47 in (80 x 120 om) softbox on the floor to the right of her. I plaoed 
another to the left to light the inside of her legs, but it wasn't my intention to make 
the image very provooative so I reduoed the power by two-thirds of a stop. The 
third flash head went in the middle, fitted with a grid and plaoed on a boom 3% ft 
(1 m) above her to light her torso and separate her body from the baokground. 
Jovana stayed nearby ready to touoh up Bojana's makeup if need be. 



Metering the light 

I took an inoident light 
reading on Bojana's leg 
where the softbox was 
creating a highlight. There 
is no point in setting up 
beautiful lighting unless 
you also get the exposure 
absolutely right! 





Camera: Bronica ET 
Aperture: f/22 
Shutter speed: 1/1^ 
Sensor/film speed: 
Lighting: Bowens 5( 




Changing to film 

I use a digital camera to improve the pose 
and the lighting — it is faster and cheaper than 
Polaroids. This was the model's first nude shoot 
and it helped her to see the photographs as we 
worked, but for the final shots I then loaded up 
my film camera. 



Onscreen viewing 

Once I was getting closer to the final 
lighting and pose, lookng at images 
on the bigger screen made it easier 
to analyze them. 
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allan Jenkins 



E 



Nationality British 

IVIain working locations London 

and Barcelona 

Photographic method Large format 

film and oyanotype printing 

It was while he was studying Fine Art at 
the University of East London that Allan 
first developed his interest in using large- 
format oameras to photograph still lifes 
and nudes, the subjects for whioh he 
is most renowned, His images have 
appeared on numerous book oovers and 
he has been the subjeot of several 
magazine artioles on the art of posing 
naked. Represented in London by the 
Haokelbury Gallery, he is one of Britain's 
most respeoted fine art photographers. 



When I was at college a friend asked me for my opinion on a series 
of nude photographs she had made, and that inspired me to give it a go 
myself. Sinoe then, I have photographed hundreds of people nude, most 
of whom are not professional models. In faot, the majority had never dared 
to pose nude before. 

In this age of glossy magazines, supermodels, and aspirational 
advertising images, most people like to oonoeal their true selves behind 
designer labels and other aoooutrements of a materially suooessful life. 

In contrast, the people who model for me want 
to pose nude to explore their natural beauty, 
without a mask. They aot as a muse for 
inspiration and take part in the meditative 
process of becoming a vehicle for art. 
I developed my personal approach 
instinctively; I didn't really know what style I had set out to achieve until 
it evolved by itself through trial and error. It's a natural style, taking the 
majority of its influence from classical art and nature. I'm inspired by the 
way that light makes the human body look magical and ethereal, and I'm 
fascinated by contrast: the sharp against the soft, the smooth against the 
textured, and the bright against the dark. 

The women who pose for me all seem to feel incredibly fulfilled by 
doing so. Whether it be a reassurance of personal beauty or the desire 
to be recorded, recognized, or simply indulged in a world of art, the 
response is astounding. I am regularly commissioned to photograph 
women, and men too, nude, in the style that has become my trademark. 
I'm delighted by their appreciation of the results and also by their reaction 
to the experience of posing nude, which, once accomplished, brings 
a great sense of achievement. 



www.allanjenkins.oom 
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the shot 

In one oorner of the studio I set up a blaok velvet ourtain and a flash head fitted 
with a softbox, though I used only the modeling light rather than the flash itself. 
Immediately beside it was a roomy table oovered with a blaok oloth for Valeria 
to make herself oomfortable on, with plenty of spare fabrio that oould be used 
to oover her feet or legs if I wished to exolude them from a pose. We got down to 
the shoot and, as usual, there were times when we had to work hard to keep the 
oontinuity and the feeling and others when everything glided along effortlessly 



Making an exposure 

To expose the film to light 
I simply took off the lens cap 
and replaced it again. While 
I timed it accurately, with a 
long exposure of 3 seconds 
a small fraction of a second 
either way isn't as critical as 
it would be with a fast 
shutter speed. 




Camera: 10x8 inch 
320mm lens 
Aperture: f/6.3 
Shutter speed: 3 se 
Sensor/film speed: 
Lighting: Bowens R 



Retouching 

There was a small amount of 
retouching needed to the print, 
' which I did using a fine brush and 
my set of watercolour pigments. 
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A Anna's Hand 

This image was inspired by sculptural shapes. I gave 
it a still-life effect with a shallow depth of field, using my 
10x8 inch Kodak Eastman camera and a softbox for 
lighting. It was printed in toned cyanotype. Contrast 
and form dominate the composition. 



> Mel's Torso 

My objective here was to emphasize shape and 

I therefore avoided identity by focusing on the body, 

with no facial expression to distract from the composition. 

Mel's body was lit only by a window to the side. I used 

llford FP4 film and my 10 x 8 inch camera. 
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My desire to photograph blaok male nudes was born out of a need 
to oounter the exploitative images of the blaok male as featured in 
pornography. My intention is to offer a point of view that highlights blaok 
men's sensuality and even their vulnerability Historioally blaok men have 
been viewed as a threat, and their sexuality posed an even greater threat, 
at the same time elioiting muoh ouriosity and desire on the part of others. 
I aim to show the blaok male nude as a work of art, neither denying his 
physical assets, nor flaunting them. I prefer to use amateur models with 



ocean morisset 




Nationality American 

IVIain working location Brooklyn, 

New York 

Photographic method Film and digital 

Ocean Morisset is a self-taught 
photographer who has made the 
transition from a career in the medical 
profession, having worked for some 
years as a medical technician in HIV/ 
AIDS. He spent more than three years 
working mainly in the field of journalism 
and documentary photography before 
starting to explore the male nude as a 
subject in 2004. 

www.musecube.com/nycphotographer 



a sense of adventure, 
beoause they oan possess 
a raw talent and a desire to 
be disoovered, and will 
often work harder than 
professional models to get 
the right shot. My work is inspired by natural light and by models who have 
a zest for oreativity and my oreative prooess is very organio in that I have 
an open mind, and the ideas arise and flow as I shoot. I photograph from 
an emotional plaoe and I want that to be refleoted in my images. 

My style is a oombination of the olassioal, sensual, romantio, and 
erotio. I use both digital oameras and 35mm and medium-format film 
oameras, frequently working with a oombination to maximize my ohoioes. 
I prefer digital oameras for my male nude photography though, beoause 
of the immediaoy that the medium provides. I like environmental interiors 
and outdoor looations, nearly always relying on natural light to enhanoe the 
mood of the photograph. Emotions are everything in my work. They oan 
be the model's emotions as oonveyed in the photograph, or the emotions 
that the photograph evokes within the viewer. Working with natural light 
makes me feel like nature had a hand in oreating the photograph, and 
gives me a sense of the intrioaoies of life. The shots are framed in the 
oamera, and I always aim for oorreot exposure and oontrast, so that in the 
end there isn't a need for any postproduotion prooess apart from editing. 

I liken my prooess to that of a painter who doesn't know what the 
finished painting will look like— eaoh brushstroke is oritioal to the final 
image. My photographs are my brushstrokes. Who knows what the 
finished painting will look like...? 
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the shot 

As this shoot took plaoe in an apartment I wanted to oreate images that refleoted 
a domestio nude at ease in the home environment. Simplioity was the key. 
I positioned Heroules next to the kitohen window, allowing diffused light to 
very lightly on the left side of his body. To enhanoe the mood of the photograph 
and to avoid being too literal, I photographed from the right, shadowed side of 
Heroules's body oapturing a beautiful silhouette. His position and expression 
evoke an introspeotive mood; the mug oompletes the look. 




Composing the shot 

Rather than cropping images in the 
darkroom or on the computer, I tal<e 
care to frame the composition as 
I want it when I tal<e the shot. 
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My approach to photography in general is quite simple: I oonsider my main 
role as a photographer is simply to observe what is in front of me rather 
than to oonstruot it. For this reason I tend to keep lighting, exposure, and 
equipment very basio so that I oan work intuitively when I shoot, allowing 
myself spaoe and time to be influenoed and inspired by what I am seeing, 
and what I am feeling, without being oaught up in teohnioalities. My work 
with the nude is very muoh done this way I don't usually plan anything 
more than the ohoioe of model and looation, so that everything else that 

happens on the shoot is purely oreative and 
I I I unsoripted. The only thing I preoonoeive is the 

/^^ C3\ /I K^ /^^ r^ /^^ I quality of the pioture I want 

V^ ^^ V I I I V-^ I I ^^ I ' ^^^® ^^d ^o formal photographio training 

^-^ at all, and started quite by aooident after I pioked 

up a oamera one day and disoovered that I oould 
naturally sense the power of shape and structure onoe I placed a frame 
around my eye. I was drawn to the nude purely from an aesthetic point 
of view as I love the human form, and I simply looked for a way to capture 
it by mixing graphic and fluid composition with interesting photographic 
concepts in clear and simple images. 

I shoot mainly outdoors, because I love working in wide open 
spaces and finding unique natural textures to use. Variation is a big factor 
for me too, so I like the fact that two completely different locations might 
be only meters apart, and also that the natural lighting and weather 
conditions can change from one day to the next, which also might inspire 
me in different ways. I always work in remote locations, and with very few 
people on set— often only myself and the model— as I like to keep the area 
I am shooting in uninhabited by anything or anyone. I usually stop shooting 
if someone is nearby as I find it breaks my concentration, and I don't want 
to attract attention to what we are doing. 

My nude work is shot primarily on digital now, although I sometimes 
still use black and white film— usually TMax 100 or XP2 400 for their 
minimal grain and smooth tones. 




Nationality New Zealand 

Main working locations Paris and 

Sydney 

Photographic method Film and digital 

Gavin began taking photographs in the 
early 1 990s as a hobby his full-time job 
being a drummer in a rook band, After 
the band split up, photography beoame 
his new oreative outlet, He worked part 
time in bars while praotioing his skills, 
then went full time toward the end of 
the '90s, He ourrently lives in Paris and 
works for a wide mix of olients, mainly 
in the field of beauty and body images. 

www.gavinoneill.oom 
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the shot 



I used just one light to shoot this image, with white and silver refleotors in 
the surrounding areas and a blaok flag on a light stand between the light and 
the model to throw a shadow aoross her body and darken the baokground. The 
idea behind this lighting setup was to use shadows on and around her to oreate 
a kind of vignette in order to emphasize the parts of her body I wanted to show. 
I ended up oropping this image quite tightly to maximize subtle lines that would 
also draw the viewer's attention to oertain parts of it. 




Checking progress 

Looking at images on the 
camera screen during 
shooting is not only great 
for checl<ing progress but 
also for keeping the model 
inspired. I can also check 
exposure by bringing up the 
histogram on this screen, 



Using a reflector 

My assistant held the white 
side of a reflector above 
Alienor's head to fill in some 
of the shadow details with 
a bit more light. This is 
particularly important when 
shooting digitally, as the 
shadow area is usually very 
underexposed, and this 
makes it difficult to extract 
detail from the shot. 
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Camera: Canon 1 D^ 
Aperture: f/8 
Shutter speed: 1/1^ 
Sensor/film speed: 
Lighting: HMI 2.5k 




Checking the shots 

Following the shoot I checked the sharpness of the 
images, having applied black and white conversion 
and contrast effects. 
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A Katie, Formentera, 2006 

This comes from a shoot where I used shadow patterns 
over the body for the first time in my nude work. I love 
the pattern itself, oast from a sunshade over a patio, but 
I also like very muoh the slim and feline look and shape 
of the model. 



> Sylvia, Cape Town, 2002 
There is only one nude shot I have ever completely 
preplanned, and this is it. The concept would have been 
too hard to get spontaneously, so I shot the model lying 
on black material on the ground while I stood high above 
her on the roof of my apartment. 
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gabhele rigon 




Nationality Italian 

IVIain working location Italy 

Photographic method Digital 

Gabriele Rigon was born into 
photography as his family had run 
a studio sinoe the time of his great- 
grandfather, Rather than making it his 
career he initially joined the Italian armed 
servioes, and is now a helioopter pilot. 
His first serious foray with his oamera 
was in reportage work, reoording a UN 
mission in Namibia, Today he shoots 
nudes for many international magazines 
and his work has appeared on more than 
40 book oovers. 



In my opinion, every woman oan be a model beoause every woman has 
about her a femininity that a good photographer should be able to draw 
out. But if you don't know the model personally it's harder to interpret 
her beauty and, however nioe-looking she is, she may not be a good 
subjeot for fine art photography The models I use are all girls that I 
know and most of them aren't professionals— in faot, some of them 
have posed only for me. I prefer to work with just a few models and 
build up a long working relationship, sinoe the better you know your 

model the better your images will 
end up being. When a model is 
used to you she feels less inhibited 
in front of the oamera, she oan 
antioipate the type of photograph 
you want, and she oan give 
you all her sensuality and beauty. It is a sort of sensual game, and it 
is your goal to steal a little bit of her privaoy— but never more than 
she will permit. 

Today, most erotio images are fleeting, even furtive, on TV and 
in films. Fine art photography allows us to enjoy the olassioal values of 
the human body as a thing not just of beauty but also nobility. If you look 
at the statues of anoient Greeoe, nothing has ohanged sinoe then in the 
way that beautiful women are portrayed. I think the female nude is 
nature's finest form; I am so moved by it I try to translate what I feel into 
images. In every photograph I take, I freeze a woman's mood in time 
and oreate an eternal symbol of beauty. The truth is that I am a 
romantio, and when faoed with female beauty the only way for me 
to say something is with poetry, translated into an image. 
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the shot 



What I particularly liked about Valentina's position on the bed was the warm 
oolor of the wooden headboard, harmonizing with the golden yellow bedspread. 
I took pictures for about 10 minutes, then started walking around her, trying 
different angles and poses and talking to her while I did so. I set up a single light 
fitted with a 28 X 28 in (70 x 70 om) softbox to give a gentle, warm light that 
would suit the ooloring of the background and of Valentina herself and took about 
40 photographs of her, asking her to look at me, look down and so forth. 



Finding beauty 

The photographs from this 
shoot are sensual rather 
than erotic; they are beautiful 
because of Valentina's 
eyes and the expression 
on her face. 



Clianging tlie light 

I tried to take advantage of 
the natural light flooding into 
the room, but after looking 
at the shots I was getting I 
felt that the light wasn't 
particularly flattering to my 
model at the angle at which 
she was sitting. I decided to 
draw the curtains, which 
made the vital difference. 




A different angle 

This is an attractive pose and the light is 
falling beautifully on her face but, in the end, 
it was not my favorite one from the shoot 
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A Sofa Sexy 

We were at a beautiful villa in Italy and while I was looking 
for a good location in the garden I saw this door and 
sofa. I took the shot from the garden— all I needed to 
do was to put a white panel in the room to reflect the 
sunlight on to Federica's body. 



< Undressing 

This photograph was taken inside a hotel. There wasn't 
enough light, so I set up a softbox to the left of Floriana 
and photographed her undressing. I like the lingerie on 
the sofa because it encourages the viewer to create their 
own fantasy around the image. 
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ragne sigmond 




Nationality Norwegian 
IVIain working location Denmark 
Photographic method Digital and 
infrared film 

Ragne Kristine Sigmond graduated from 
the Danish Sohool of Photographers 
(Medieskolerne) inViborg, Denmark 
in 2003, having speoialized in fine art 
photography, After a period working as 
a portrait and advertising photographer 
in Norway, she was appointed professor 
at her former photography school in 
Viborg in 2006, She has judged the 
annual portrait oompetition held by the 
Norwegian/Swedish Assooiation of 
Portrait Photographers, and has exhibited 
in Norway Denmark, and Belgium, 

www.ragnesigmond.oom 



It is the elegance and simplicity of the sinuous female form that inspired 
me to explore nude photography. As the focus of an image, it gives it 
a timeless atmosphere that I complement with my choice of location and 
props. I work with both professional and amateur models, although I find 
that models who have studied dance are easier to pose. They will also 
improvise, which in turn can inspire new ideas in me. Being a female gives 
me a great advantage— I can imagine myself in a scenario or a pose and 
this makes it much easier to translate my idea to the model. 

I was lucky to grow up in 
a very creative household, and 
was encouraged to study 
dancing, theater, and music. 
Today these interests directly 
influence my photographic style. 
I shoot about 90 percent of my work on a digital camera, and use black 
and white infrared film for the remaining 10 percent. I work in both studio 
and environmental interiors, where I prefer to shoot in natural light, only 
adding artificial light if the circumstances demand it. In the studio, the 
lighting setup is never completely predetermined— the final lighting choice 
is a result of exploration, inspiration, and improvisation during the session. 

My pictures have been described as creative, mystical, and 
adventurous. Their style is often linked to the dreamy fairytale qualities 
inherent in Norwegian folklore and a romanticized image of Scandinavian 
culture. I develop my ideas from things that inspire me in my everyday 
life— people, places, objects— and along with careful selection of locations, 
models, clothes, and props, I strive to give my pictures an ageless quality. 
Quite often I use an idea as a starting point, and make conscious use of 
light, contrast, compositional elements, form, and color as tools to reach 
the final result. At the same time, I try to work spontaneously during the 
session, allowing circumstances to reshape the idea into something fresh 
and new. This mixture of a conscious and instinctive work flow, with one 
idea leading to another, is what gives expressiveness to my pictures. 
I don't end the session until I feel "It's there" (and indeed it's very often the 
last pictures of the shoot that are the best). These creative shoots give me 
great satisfaction. They are like vitamin pills— a real boost! 



behind the scenes 



nd imorovise, qiv 



outline of Nefe 



lb:uu 1 explain my Nefertiti idea to Trine, the hair 




m^ 




^v^ 


and makeup artist. 
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16:50 The hair is done by combining fake hair 
\A/ith Kala's and arranging it over the foam. 
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11:15 The makeup, with heavy black eye liner, 

also contributes to the Egyptian style. 
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ri:Bu A shiny gold-bronze foundation is applied 

1 ■ i/i iiri iifii 1 1 






^. 


hj 


to give Kala a half-human, half- statue look. 
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hbb My camera is on a tripod 



18:Db A light placed at floor level 
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/S'.c'S I recheck the lights for a ( 



/S'.S'O I have found a pose 
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the shot 



I chose a studio setting for my Nefertiti idea as I wanted oomplete oontrol over 
the lighting and a plain baokdrop that would not distraot the viewer's attention 
from the model. The anoient Egyptian way of drawing or soulpting people was 
to show the most interesting part of the body with the head in profile and the 
thorax seen from the front, and this is mirrored in the pose I was most pleased 
with. I used several small light souroes to give the image a three-dimensional look 
and to lift Kala out from the baokground, giving depth to the pioture. 



Checking the details 

I zoomed in to check the 
sharpness of the image and 
to make sure that she had 
the right expression in her 
eyes. I knew now that Kala 
and I had found the ultimate 
pose from the shoot. 





Camera: Canon 5D; 
Aperture: f/1 1 
Shutter speed: 1/1^ 
Sensor/film speed: 
Lighting: Seven Brot 




Lighting the background 

To make the gray background appear more 
vivid, I shined one of the lights through a cut-out 
screen. I could have created the effect in 
Photoshop, but I prefer to create as much of 
the finished image as possible in the shoot. 



Positioning the lights 

I positioned two lights to Kala's left, 
and angled one on her hair and the 
other to highlight her neck, 
separating her from the background. 
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frequently asked questions 



PeoDle ask me lots of questions about 



MODELS 

/^^ I'm just starting out as a nude 

. photographer; where can 
A I find models? 



I haven't been able to find a model; 



rk— som6 



Ik in terr 



raoher is a dream orotession: working with 
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What can I do if my wife/husband/ 
girlfriend/boyfriend isn't enthusiastic 
about me photographing nudes? 



What do you do if you lose 
inspiration during a session? 



MODEL RELEASES 

/^^ A model agreed to pose for me, but 
^l objects to me exhibiting the image. 
A Can she stop me? 



A model agreed verbally that I could 
exhibit, but changed her mind. Can 
she do this? 



What is a model release? 



What if things just don't "click" 
with my model? 



Where can I find examples of 
model releases? 



photography club. Do I need a 
model release? 



If I want to use an abandoned 
building as a location, do I need 
to seek permission? 



What should I do if a model wants 
to withdraw permission to use the 
image, although I have a release? 



EQUIPMENT AND LOCATIONS 



How do I get access to locations 
such as castles, grand hotels, and 
soon? 



What if a model refuses to sign 



What studio equipment do I need? 



I only want to use the images on my 
website; do I still need a release? 



Can I take nude pictures in public 
places such as beaches or parks? 



What precations do I need to take 
when working on location? 



Do I need a release even if I don't 
intend to use the images? 



THE ART AND THE CRAFT 



")reat nude photography doesn't require a state-of-the-art 

itudio, expensive equipment, or even professional models: 

Pascal Baetens shows you how you can take stunning 

Dictures, whatever your resources 

• 

Options - Color or black and white? Indoor or outdoor? Natural or studio light? 

Get all the answers and advice you'll need J[ 



i Essentials - Discover how to direct your nnodel, choose and use locations, 

and compose your shot 

• 

Aspirations - Explore the rich history of nude photography, and enjoy the work 
I of 10 renowned international photographers as they demonstrate 

their techniques and showcase some of their best pictures 
f • 

Combining detailed, practical instruction with world-class examples, 
this is a masterclass in the art and craft of nude photography 




www.dk.cot 



